



















































































ビッドは子供だが赤ん坊ではない」（“Cupid though he be a child, is no babie”2．2．5－6）と言っているよう
に，子供として描かれ，ニンフたちにないがしろにされただけで仕返しに恋を仕掛けるいたずら小僧である7）。
目隠しこそしていないが，ルネッサンス期には一般的だった盲目の，理性的判断が欠如した子供としてのクピド




















なら僕が結んだものではない」（“If they be true love knots, tis unpossible to unknit them ; if false, I never
tied them.” 4．2．23－24）と主張する。また，女性の心に生まれた真実の愛の堅い結び目と，男性の舌に生まれ
て簡単に解ける結び目とを区別したり，ダイアナでさえいつかは恋に落ちる時が来ると予言したりもする。
Cupid. The time may come Diana, and the time shall come, that thou that settest Cupid



















Neptune. Doe you both beeing Maidens love one another?




Phillida. I had thought that in the attire of a boy, there could not have lodged the body





Diana. Nowe things falling out as they doe, you must leave these fond affections ;
nature will have it so, necessitie must.
Gallathea. I will never love any but Phillida : her love is engraven in my hart, with her
eyes.



























Cupid. Why, Ceres, doe you thinke that lust followeth love? Ceres, lovers are chast : for
what is love, divine love, but the quintescens of chastitie, and affections binding
by heavenly motions, that cannot bee undone by earthly meanes, and must not be
comptrolled by any man? （2．1．122－26，an underline added）19）

















love were a revenge too gentle for Cupid,” 4．1．61－62）と考え，その代わりに外見を変身させたのだ。もち
ろん，彼女たちの改心を期待してのことだが，ニンフたちは元の姿に戻されても，若者たちの求愛を受け入れる
どころか，「石」と「バラ」と「鳥」のままでいた方がましだったと言って再び求愛を退ける。最終的には，「愛
を受け入れないと今度は見るも恐ろしい怪物に姿を変えるぞ」（“if they yeeld not, I will turne them again ...






Love’s Metamorphosis replicates this paradigm of marriage by showing how those women
― the three nymphs and Fidelia ― who wish to remain queer virgins, physically sepa-
rated from men, are violently and powerfully denied personal autonomy.



















の愛が現世的な肉欲の愛であることを自覚しており（“We have bodies, Silvestris, and humane bodies ; ”
1．1．14），愛が報われないとわかると復讐をもくろむ。しかし逆に復讐をしたことをニンフたちに咎められると，
自分たちの行いを恥じ，最後には，条件付きの婚姻契約にも大喜びして変わらぬ愛を捧げることを誓う（“O, my



























































































ラファエロ『騎士の夢』The Vision of Knight
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Among the eight plays of John Lyly（1554－1606）, Gallathea（1584?）and Love’s Metamorphosis（1588
－89?）have in common a pastoral setting, characters of Goddess, three nymphs and Cupids, and the theme
of profanity and punishment. Love’s Metamorphosis has often been regarded as a sequel to Gallathea, and
critics tend to interpret both plays from a feminist approach or allegorical approach in regards to the virgin
queen. However, these two plays are very different in the treatment of Cupid as well as in their endings.
Taking these differences into consideration, this paper examines the variation of the theme of love in Gallathea
and Love’s Metamorphosis from the perspective of Renaissance iconography, and then suggests a new allegorical
approach to the latter play.
In Gallathea, Cupid is a mischievous child who sets three nymphs in love. For this he is punished
by Diana, Goddess of Chastity. This is the staged image of “The Punishment of Cupid” or “The Triumph
of Chastity” which prevailed in the Renaissance era since Petrarch. However, “The Triumph of Chastity”
is not the only value in this play. Venus is an equally powerful goddess as Diana, and Cupid’s role
seems to be transformed from a mischievous child into the God of Love. Besides this, the love between
two girls, Gallathea and Phillida, is caused by cross-dressing and misunderstanding of gender identities,
and yet it goes beyond the gender limit of love. Venus helps the fulfillment of their sacred love by
changing one of them into a boy. Therefore, the theme of this play is the transformation and development
of love, from chastity to love, and from secular love to sacred love. Renaissance iconography often represents
this transformation and development of love, as we can see in Titian’s Amor Sacro e Amor Profano and
Raffaello’s The Vision of Knight. Gallathea represents the possible transition of opposite values from one
to the other.
In Love’s Metamorphosis, Cupid appears as the most authoritative God of Love from the beginning.
He takes revenge on three nymphs who despise the love of three foresters by changing them into a stone,
a rose and a bird. Adding to this, Cupid forces the nymphs by threat to marry foresters, and this ending
caused much critical antipathy. On the one hand, the three nymphs represent the defeat of women by being
incorporated into patriarchal society, and on the other hand, they represent the triumph of women by testing
the loyalty of men and winning the right not to be blamed by husbands. The possibility of opposite interpretations
is also typical in Renaissance iconography as we can see in Bronzino’s Allegory of Venus, Titian’s Venere
benda Cupido and many other paintings. Moreover, the three nymphs in Love’s Metamorphosis represents
chastity, beauty and love, and in total they represent “The Three Graces”. “The Three Graces” themselves
connect the opposite values of chastity and love via beauty. Not only the three nymphs, but also other
characters such as Ceres and Protea have opposite values in themselves. Therefore, the opposing elements
in this play do not eliminate each other but can co-exist at the same time.
Both Gallathea and Love’s Metamorphosis are the plays of very Renaissance value in that a kind of
concord can be produced from discords. Having said this, I would like to suggest in the end that Love’s
Metamorphosis can be interpreted as an allegory of “love” between Lyly and Queen Elizabeth I. Lyly
served and paid tribute to the queen by praising her with his plays. By 1588, Lyly was expecting rewards
from her as his patron. Elizabeth is like the three nymphs in Love’s Metamorphosis in that she is beautiful,
cruel/chaste and capricious/loving. Since the iconography of “The Three Graces” is often connected to “the
three actions of benefit”（giving, taking, and rewarding）, we can say that the play reflects the allegory of
Lyly’s expectation of reward from the queen for his dedication.
The Variation of “Love” :
from John Lyly’s Gallathea to Love’s Metamorphosis
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